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HARMONY 2 


SECONDARY DOMINANTS 


The Strongest characteristic of dominant resoiution is root motion down 3 
perfect fifth，The "primary dominant in ihe Key of C is 67: 


- 67 一  (C 


三 


The "Secondary dominants in the key of C are: 


V7 V7 V7 
1 4-7 Ai -7 Aiv ivmai 
A7 一 “D-7 87 一 ~E-7 C7 一 ~Fmaj7 
cr _ | [一 r | 
一 | 人 ， 1 
2 | 广 [Tv | 
丈 豆 7 
V77 V7 
vV__YV7 Ai vi7 
D7 一 “67 E7 一 “~A-7 
时 二 一 一 一 
册 ，__ ~ | 中 


A dominant chords resoiution may be to ANY quajity of chord a perfect Tifth 
iower except a diminished 7Zth chord: 


67 一 cmaj7 67 一 ~C-7 67 一 “~c7- 67 一 C-7(b5) 
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The chord of resoiution could therefore be any diatonic chord in a major or 
minor Key. 


C: tmaj7 5: IVmaj7 8Bb: ii 了 

67 一 cmaj7 67 人 一 “cmaj7 67 一 ~C-7 
2 一 | 
Ab II-7 。Eb: VI-7 F V7 

67 一 “~C-7 67 一 5C-7 67 一 “5C7 


When 3 SeCcondary domiinant rasoiYes 3S expected (down a perfeci fifsn :0 tne 
diatonic chord), an arrow is used to Show the resolution. 


The analysis of a SeCondary dominant will reflect its expected diatonic chord 
of resolUtioft 


Br: Ab: 6: 
V7 V7 V7 
略 7 AN ni-7 Aiv tvmai7 
67 人 一 “C-7 67 一 “~C-7 6G7 一 “Cmaj7 
让 HIFJPJENRE Fa 
一 一 -一 一 一 | Cj 
F: E5b: 
v V V7 YAw vi7 
67 一 “5C7 67 一 “~C-7 


PE 
一 二 


jw 
一 | < | Ce 一 | 
一 


As with the analysis YV7/1(Y7 0f 1)，the djagonal Siash means “of .(V7AH = 
V7 of 1) Aiso note that 让 is not necessary to indicate the quality of the 
chord of resolution in the analysis Symbol. 
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All Secondary dominants havye Certain Common chafacteriStics. 


1) They are non-diatonic Structures，、(At 1east one of their Chord 
tones is NOT in the Key.) 

2) They are expected to resolye to a diatonic chord 3 Perfect fifth 
bel10Ww. 

3) They ara all built upon a diatonic root. 


This last characteristic (a diatonic root) is the reason for Y7/YLLinamajor | 
Key being omitted from the category， The root 3 perfect 5fih above 
VH-7(b5) is not diatonic， 


-一 
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AVAILABLE TENSIONS - SECONDARY DOMINANTS 


Tensions on Secondary dominant chords will reflect the diatonic function of 
-~ the Chord: 
 VY7 V7 V7 V7 V7 
由 和 1VY 和 Vi 
A7 B7 7 D7 E7 
唉 b15 


| 区 
& 也 
ro ra yo 中 必定 
go 化 区 
上 


The availab1e RN those which meet the prexlguS Criter 3 non-chord 
tones_wWhich are 人 iatoni9 ang Which are amajor_ ninth-above chord -ones 
However，with dominant chords there 3rs somis-important exceptions to ine 一 
major 9th - abovye- ar-chord tone rule. 


1)》 The tension bg 1S available on dominant chords 计 让 is giatonic， | 
or 记 谋 isindicated in the chord Symbol. | 


1 


2) Tension b13 is avyailable on dominant chords if 认 is diatonicC. 
3) Tensions b9 and *g may coexist on the same dominant chord 证 ， 
either one (or both) is diatonic， 


CHART OF AVAILABLE TENSIQNS FOR SECONDARY DOMINANTS 


Available Optional Available 

; Chord: Tensions: Tensions: 
j 

VZ/H 9, b13 xz9 (djiatonic) and b9 关 
了 V7/HH b9, b13 9 
志 V7/IV 9, 1 了 本 
。 V7/Y 9, 13 *#g9 (diatonic) and b9 关 
习 V7VVI b9,b13 <9 
| xSince 9 and #*9 are both diatonic to these chords, either may be available to 
the chord, but not together 4f *9 is available, b9 may 31S0 be USed 
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HARMONIC RHYTHM 


| The number of beats per Chord within a progression is calied harmonic 
rhythm"”， in 4/4time the most common harmonic rhythms are 2, 4 and 8 
beatS: 


Harmonic rhythm of 2 beats per chord: 


C A-7 F 07(sSus4) CA- F 67(sus4) - 


本 


Cmaj7  Fmaj7  E-7 A7 D-7 67 Cmaj7 67(SUS4) 


2 
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Chords in a progression Will receive Strong or weak streS5， depending upon 
their placement，This relative strength Or Stre5s wiil often determine the 
chords function. 


In any grouping of four pulsations， the first pulse is the Strongest the iast 
pulse is the weakesti the Secong pulse is weaki the third pulse js Strong. 


一 
上 一 一 一 
1 


SSwWaSswW 3S WwW 5s WwW 3 8t5. 
(S = vefy Strongi S= Strong; W= Weaki W = Very Wea3K.) 


This stress pattern holds true for harmonic rhythms of 


2 beats per chord: 
C  A- FE 67(sSus4) CA- F “67(Sus4) 


3 了 or 6beats per Chord: 
Cmaj7 Fmaj7 E-7 A7 D-7 G7 Cmaj7 G7(Sus4) 


Harrmony 2 7 了 


Cadences most often occur from a Weak beat to 3 Stronger 0eat: 


F 8Bb F Bb C7(sus4) F Bb 


5 的 一 一 sw s 的 一 一 sw 


Since the V7 chord is the primary cadence chord of the key, 主 jsS typically 
found on 3 weak Stress point: 


-7YZA HITZYVI7 HH-7 V7 16 
和 


Tonic chords are.therefore usually found at Stronger Stress pointS. 


This characteristic of dominant resolution from weak Stress [0 Stronger 
stress is also found when Secondary dominants are present: 


V7 V7 V7 
mai7 An vv V7 
Cmaj7 8B7 人 一 “E-7 E7- 人 人 A-7 0D7 一 “67 


VZ v 
一 | LV 1Vmajy7 虽 11-7 V7 16 
C C7 过 世 A7 D-7 G67 人 [6 
一 罗 一 0 一 : 的 一 一 :  ， 


Thus，in addition to _the other characteristics pertaining to0 Secondary 
dominants must be added the observation that they are USU31ly Diaced an 3 
Weak beat. 


冯 -- 
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EXTENDED DOMINANTS 


j Dominant chords which are on Strong Stress pointSs WwW 刘 ] RNoT Sound as 
secondary dominants，The typical iocation for these chords is either the 
bedinning of a phrase or the beginning of the Second half 0f a phrasSe: 


1-7 V7 Imaj7 1H-7 
6-7 C7 一 ”~Fmaj7 A-7 


11-7 V7 imaj7 


Such chords are "extended dominants” and have an expectation to resSoive 
down a perfect fifth to another extended dominant or any diatonic cnord. 


计生 

| 
中 

| 


Once the extended dominant pattern starts, there is an expectation for 让 to 
continue, and eyentually end with 3 diatonic reSolution: 


Therefore，extended dominants have one 0f two characteristics different 
than Secondary dominantS. 


1) Extended dominants are either found on 3a Strong Stress or 
2) they are continuations of an extended dominant pattern which 
starts With an extended dominant. 
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The analysis for extended dominant motion is an arrow ft0 the fresSolution 
down a perfect fifth， In order to 1ocate the extended dominants relation t0 
the Key，the Scale degree 0f the root of the first extended domiinant is 
included in parenthesis using its Roman numeral (Without chord quaiity 

(4 V7 tmaj7 

D7~67 一 ”~C7 一 “F7 人 “Bobmaj7 


Each_ extended dominant in a series can be Seen (and heard) 3S being 
temporarily in agey other ihan the eventual diatonic key: 


D7 67 C7 F7 Bbmaj7 


(Expected resolution to C7: YV7AV in F) 


(Expected resolution to F7: Y7/V in Bb) 


| 
一 天- 一 一 一 (Since this dominant is on the Weakest 
/一 一 stress of the progression, most iisten- 
ers W 刘 expect 放 to function as V7; 
key of 8b.) 


Thus，each of the extended dominants will be V7/V in a 飞 ey_ of the 
moment,” except，uUsualiy the final dominant, if 主 js Weakiy Stressed，wiil 
sound jike the _ primary _ dominant Additionally，to Some experienCced 
iisteners，the chord which is actually functioning as V7/Y (ne C7 above) 
sounds 1ike V7/V and not an extended dominant; its anaiysis 3S either an 
axtended dominant or as V7/V is Correct (Since all extended dominants Sound 
1 放 e V7Z/YV》 


:型 


Since all extended dominants fuPction as Y7/V in tneir key of the moment or 
he primary Key, their availabie tensions are 9 and 13; the Sama 3S VY7/V. 


一 


了 


让 0 
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DECEPTIVE RESOLUTION 


Another commonly foung trait of extended dominants can be demonstrated 放 
the previous example is Continued with a Secondary dominant 0cCNrring on a 
Yery Weak Stress point: 


VZ 
《HH) V7 Imaj7 1 
D7 一 07 一 “C7 一 F7 人 ~Bbmaj7 A7 
一 | 


In _ context the A7 meets 3 the criteria for 3 Secondary dominant， 1tS 
placement is weakly stressed and it has potential for 3 reSolution 79 3 
Strong Stressed beat， Taken OUt 0f Context howevyer it is the first in 3 
series of dominant motion following the cycie of fifths: A7 D7 67 C7 了 7. 


Therefore， this chord sounds 1ike 3a Secondary dominant，but resolvyes 3S an 
extended dominant， This is a commonly found exampie 0f “deceptive 
Fesoiution”， and requires an appropriate analySisS， 


Chords are first analyzed for their Sound within the progression: 


Any deceptive resolution is parenthe5Sized 


V 
gd) V7 Imaj7 - (2 
j7 


(A7 does not resolve as V7/1TLtO D-7.) 
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Then，justification for the chords actual resolution is 3dded， jn the Case of 
A7，the resolution js down a perfect fifthn (not as Y7/ID but as Y7 of the 
extended dominant D7), and thereforse, an arrow will Show that: 


VZ 
(HD) V7 Imaj7 1 
D7 一 67 一 ”0C7 人 FF7 一 ~8bmaj7 ”A7 


In Summary: 


四 也 匠 ， 


diatonic chord Their placement is on a relatively Weak 


Tevneiom， _ stress _ point with the chord of resotution on 3 stronger 
DTOAICGE stress. 


Pu 22CDQ | 1) Secondary dominants are dominant chords a perfTeci Tiftn above 3 


perfect fifth below. If 3a secondary dominant resolveS 

deceptively， the anailysis is piaced in parenthesis, and an added 
| analysis is used to justify ts actual resoilution、The available 
， tensions wii reflect the Secondary dominant chords expected 
一 resolution, not 让 Ss actuail reSolution. 


| 2) Secondary dominants are analyzed 35 V7 of the diatonic chord 3 


EEC 3) Extended dominants are dominant chords which are placed at 3 


PUT GET1 strong_ Stress _point， or Within 3 pattern of_dominart 
可 ion_followin jifths with an_extended 
SEERAE 可 -dominant as the stakting point for the pattern，The availabie 
ALTERA2G tensions areljand 依 ; or extended dominants, 


PROPRIE 
4) Extended dominants are analyzed with an arrow，Since their 
expectation is to resolve down 3 perfect fifth、 The first 
extended dominant of the pattern has the 3added analysis 0f 计 tS 
root's Roman numeral in parenthesisS. 
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MELODIC ANALYSHS 


Aimost all music has one common trait:， repetition， The repeating of musical 
ideas will be one focus of the meliodic analySsis proces5，Before descripinG 
the proces5， 让 is necessary io understand the ways in which melcdic 
repetition 0CCUFS， 


Most song forms (as described in Arranging) contain 3 certain 3mo8nT of 
phrase repetition、In AABA form, three of the four phrases in the tune 3re 
the same or S0 similar that they can be Said to be the same. 


AABA 
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Some 5S0ngs contain a repeated phrase whicn is only Siighntly different than 
the original phrase， 


AABA- 


The form for the above song is AABA (AABA "prime )，The 1aSt phrase is S0 
similar to the first two phrases that 让 can be identified as "A，, eyen though 
让 is not exactly the Same. 


Phrase repetition will be found in aimost all common Song forms: AABA， 
ABAC,， ABA, ABCA, ABABC, etc，The form AB is most often repeated Over and 
over resulting in the form ABABABAB etc，TWelve-measure blues is repeated 
to produce the form AAAAA etc. 


Melodic repetition occurs within phrases，Most phrases Can be broken down 
into three areaS: 


1) Antecedent - the first half of the phrase Which requires 3 
2) Consequent - the second half of the phrase Which may end with 3: -- 
3) Melodic cadence - movement to a point of rest. 
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An exception to phrase repetition is found in through-composed songs. 
Through-composed Songs achievye unity through motivic repetition and 
manipulation rather than phrase repetition. A "motif is 3 musical fragment， 
Most motifs are shorter than 2 measures in jength。、 Melodic motifs may 
repeat themsejlves either exactiy or in disguised fashion: 


本 


局 ”上 
亡 2 Cl 一 | 
一 
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Motifs may be manipulated Using any of the following methods OF 
combinations: 的 


1) Transposition (Motif moved to another pitch levyel， This is 
als0 known as Sequence.) 
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MELODILC_ANALYSIS PROCEDPURES 


The first step in the melodic analysis process js to0 determine the Song form. 
phrases Which rapeat exaCctly will be analyzed exacCtiy， 


AABA、 


Ebmaj7 Bbmaj7 Ebmaj7 gbmaij7 C-7 FF7 


gbmaj7 67(s9) 《7 FF7 D-7 67 C-7 F7 Bb 


Motifs should be enCciosed in brackets (上 [ ] )， 
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The next step in the anaiysis process is the identification of individual note 
relationships to each other and to the harmonies， Each notes will pe either: 


1) an availabie p 让 Ch 
(a) a Chord tone or 
(b) an availablje tension. 


2) an approach note. 


An "approach_ note' is a note which js a quarter note or 1ess in suration and 
which moves by Step to a chord tone or avaiiable tension，、Approach notes are 
found in many configurations， 


Passing tones are approach notes Which move by Step between twg cnard 一 
tones， between two available tensions,，or between a chord tone ang tension 
(or atension and chord tone). 


Ca CC 
57 3 9 59 9 3857 9 


If the passing tone is diatonic to the key of the moment, it is analyzed as 3 


“scale"” approach note (3 ). 


The pitches preceding the passing tone and following 让 are idenitified with 
the_ number representing their_ harmonic rejationship to the chord、 和 in 
addition，the approach note is jdentified with 让 S scaie relationship to the 
chord: 


957 391 9 957 9 315 9 
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Passing tones may also be chromatic，Unlike Scale paSsing tones， they will 
most often not be diatonic to the Key of the moment，Chromaiic passing 
tones are analyzed as "Ch (for chromatic 


3 CH 人 5 13 05 1 


Approach note patterns may start during one chord bH resoive to anote on 
another chord: 


D-7 67 C 


太原 -| | | 
my 有 小 入 


过 -vv 
一 
| 


5 史 5 的 友 一 一 1 87 5 0 一 和 


ALL .APPROACH NOTES RESOLVE TO A NOTE AND CHORD OF 
RESOLUTION、They are analyzed relative to the chord of resoiution. 


1 92--1 357 513 11 357~1 13 34 一 
(oR: 1 32-1 85736063 一 人 妈 有 2 中 刀 55) 
An unprepared approach_note, unlike 3 passing tone, nas NO preparatory 
pitcn but，like ail approach note patternSs， 计 Imust resoive， Unprepared 
approach notes are either preceded by 3 rest，1eaped into, or a rnythmicaily 
repeated pitch: 


Sb3 9 5 365 36 抱 
(ae: 1 9 5 95 全 他 ) 
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Neighbor tones are upper or 10wer movement from an available pitch and 
back to the Same pitch (either by Scale step or Chromatic Step) 


三 
“ 98399 TekT 1 
(oR: 93 99 1cHTT) 


in addition to the 3above 3approach note patterns which jnvolYe 5ingle melodic 
pitches，there are two easily recognizable muitiple approach note patterns. 
ALL APPROACH NOTES (SINGLE OR MULTIPLE) MAY TOTAL ONLY ONFE 
BEAT. 


The double chromatic approach is consecutive chromatic moiion in the 
same direction to a note of resolutiofn: 


”4 


93cHOHTOHO 7 圳 攻 1 
(gg 的 190 7 了 二 7 1 


Note that the analysis for any form of chromatic approach notes(S) is Ch. 


The other Consecutive approach note-pattern is the indirect resoiution, 
Two approach notes appear, one 3above the note 0f resolution, and one bel0w， 
and then the reSclution 0CCUFS: 


As with ail approach notes，each note of the indirect resotution pattern 1S 
analyzed as S or Ch: 


” 38623008 5 
(5075300 5 ) 
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SPECIAL MELODIC ANALYSIS SHUATIONS 


There are possible _rhythmic alterations to melodies which affecit the 
meiodic analysis， (See "Arranging | ) 


An anticipation is seen 3s a melody pitch occurring a 142 beat prior to 3 
Stressedbeat (1 or 3 引 maybetied into the beat 计 anticipates or there 
may be a rest on the beaft: 


Cmaj7 D-7 67 cmaj7 


ANTICIPATIONS ARE ANALYZED WITH REGARD TO THE CHORD THEY 
ANTICIPATE AND THE CHORD SHOULD BE CONSIDERED TO ANTICIPATE 
ALSO: 


343 39283 3453 3455 
(oR:53543 353 11323 3453 1) 


Some styles of rock music and jazz incorporate doudble time feelnotation. 
Anticipations in double time feel will appear 35 SixXteenth notesS: 


- Fmaj7 C7(SUS4) 6-7 867 Bb7 F7 
ANT 


本 后 . 竹 国 国生 着 一 ae espe 本 .| 一 | 
| 
TS 诈 国 本” 玫 儿 了 六 有 ”本 天 于 一 放 计 守 六 产生” 反 -LL 汪 本 国 间 "t | 
SR 一 


一 
7 了 135 43 954 132093 345b735131 
人 os:7319 全 54 19 妈 3 34567.5321 ) 
The opposite of an anticipation is a delayed attack，Here the rhythmic 
alteration is seen a 1/2 beat after the stressed beat (1 or 3 了) 
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infrequently，anticipations and dejayed attackSs may 0CCUF by 3a Whoie beat 
This is most often seen in jazz compositions and arrangementS: 


Fb6 ANT- Bb7(susd) 


Bb7 Eb7 - 
EEY | 
[一 一 一 一 一 一 一 一 一 
Zr vv | 
1 1 有 


A melodic_ suspension is 3 meiody pitch which is tied into 3 different 
chord change for a beat or iess，、iMelodic suSpensions are analyzed 3S the 一 
chord tone of tension of the chord from which 让 is Suspended: 


D E7 。 A7 Fz-7 E-7  A7 
4 ，”′ 1 一 36575 3943 加 一 :11 5 
(we: 1 一 -755 于 3 1 一 一 一 1 人 3) 


关 尖 闫 关 闪光 关 闪闪 活 关 关 尖 关 兴 关 关 关 活 闪闪 关 关 兴 关 光 兴 关 关 尖 闪光 关 关 闪闪 次 兴 尖 闪闪 尖 活 关 关 并 兴 兴 关 闪光 闪光 闪闪 关 关 闪闪 关 
关 关 尖 尖 闪闪 关 兴 兴 关 泊 尖 关 兴 关 关 关 尖 关 关 关 疾 兴 闪闪 闪闪 尖 关 关 闪闪 尖 关 兴 关 闪光 闪闪 闪闪 关 关 关 关 闪闪 关 关 闪闪 兴 关 闪光 关 关 闪光 


The melodic analysis procedure in Summary: 
1) Note the Song form. 


2) Bracket each motif and include any meiodic cadences. 


3) Analyze each note in the motif as either an availabie 
note from the chord Structure or as an 3approach note to an 
availabte pitch.、(S = Scale approach; Ch = Chromatic approach.) 


4) Analyze repeated motifs with a Fepeated anajySiS. 


|] 
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HARMONIC CONTINUITY - VOLCE LEADING 


Chords presented so far have been in "Close position， Al the Chord tones are 
aS C10se as p0ssible to adjacent Chord tones: 


Chords have been Seen in root position as well 3S inverted 


林 


-7(b5) FF-6 Cmajl7 


Cmaj7 A7 D-7 67 FF 


TXT | 醉 大王 R7”- 乓 国 F .， 

TY 一 全 表 ET 

让 一 和 vv | 
到 了 扣 


Note that the top voice defines the required movement of the chord iones 
beneath 记 If the top voice Were not the controlling factor，the exzmple 
could be "Yoice_ 1ed” Any pitch (except the roots) from a chord Structure 
would move to the nearest chord tone of the Subsequent chord foliowing an 
order of preference: 


1 1 common tone (no movement) 
2) half-Sstep movement 
1 3) whole-step movement 
1 4) movement in thirds (major or minor) 


Cmaj7Z A7 D-7 67 Fz=-7(b5) F-6 Cmaj7 
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When a harmonic progression 语 voice ied (as above)， “harmonic 
continuity is said to be in effect，、A progresSion can alSo be demonstrated 
by voice leading only the essential pitches of each chord， The esSSential 
chord tones are the root, third (or fourth on sus4 chords)，and sevyenth (or 
sixth on 6th chords)，these pitches make each chord Sound major verSuS 
minor, and the major or minor seventh further defines the chordal Sound. 


Cmaj7 A7 D-7 67 F*-v(b5) FF-6 Cmaj7 


Generally，the position for the starting chord Structure is determined py 
sound，the best location for the chord tones (3rd and 7th) is within the 
foliowing range: 


The roots of the chords will be the foundation for the essential chord tones 
which are yoice 1ed following the previous 1ist of linear intervaliic motion. 
(Common tone; chromatic; whole Step; thirds.) 


Cmaj7 D7 D-7 57 Fz=-7(b5) F-7  D-7 Bb7 C5 
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Considering the list of preferential motion，chords progressing with 
unchanged root motion (chords with Common roots) will Se Common tone 
守 andy/or stepwise voice leading of the 6sSsential Chordg tones: 


Cmaj7 D7 D-7 07 Fx#-7(b35) F-7  D-7 Bp7 C6 


UL | 
zx hr -上 :| 
和 


PARALLEL 


(Uniike traditional practice, the use of Darallel motion [two Yoices moving in 
the same direction with the same intervallic relationship] may occur in 
contemporary music.) 


Chords which have root motion in fourths and fifths will have Yoice leading 
of the essential chord tones by common tone, Chromatic, or Whole step: 


Cmaj7 D7 D-7 67 F*-7(bS) F-7  D-7 8Bb7 C6 


本 
2 


Step-wise root motion Wiil require voice 1eading by Step in parallel or 
similar motion (movement jn the Same directiom) 


Cmaj7 D7 D-7 67 F*#-7(D5) F-7  D-7 Bb7 C6 
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Root motion in thirds will usually require that at 1e3ast one 0f the eSSential 
chord tones is voice jed in thirds alS0: 


1 
| 
| 
1 
1 


Intervallic voice leading larger than thirds is generaliy not necesSary， 人 
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GUIDE TONE LINES 


The fresult of the previous voice leading of the essential chord tones js root 
motion and the two "guide tone lines” Suide ione jines are Singte lines 
which are developed by the voice 1eading of the sssential Chord tones and 
guide the listener through the chord progression 


Individual guide tone lines may be one of three configurations: either one Of 
the two fines created from the previous process or a Combination of the TWO 
iines frcm the voice:1eading proceSS: 


Cmaj7 D7  D-7 67 Fz*-7(bS5)F-7  D-7 8b7 C6 


文 ~ Tv | 
[Tau 
一 


y 


一 
。 C ， 。 


”| 一 
一 一 一 
TPR -| 
sa 中 一 一 一 AS EN 


1 the deveioping guide tone line appears to be approaching the limits of inhe 
given range, an adjustment may be made by utiiizing one of the folowing 
aiterfrnativeS: 


1) Within the duration of the chord, ti possible to 1eap from 3 
guide tone to either 


a) the same guide tone note an 0Ctave higher, or 
Cmaj7 A-7 Fmaj7z D-7 
| 
b) another guide tone line: 


、Cmaj7y A-7 Fmaj7 D-7 


人 
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2) Or voice leading may be Suspended and the 1ine Started 39ain 3 
-adifferent pitch jevel either: 
al) following acadence to the | chord, of 
b) at the end of a phrase. 


Ebmaj7 Bbmaj7 Ebmaj7 8bmaj7 C-7 F7 
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MINOR KEY HARMONY - NATURAL MINOR 


Minor Key harmonies ara Similar to major key harmonies， 
The common minor key Scales are: 


Natural minor' 


和 


Harmonic minor (natural minor with a raised Seventh 5Cale Scale degree 


全 


Melodic minor (natural minor with both 3a raised Sixth and Seventh degrees 
ascending and naturai minor descending 


EEEEEEEEEE 


The diatonic chords in natural minor are: 


1-7 1-7(0bS) bllimaj7 1IV-7 Y-7 bytimaj7 1 哆 


lt shoutld be noted that the diatonic chords 5uilt upon the third，sixth，and 
seventh Scale degrees are jabeled relative to their 1ocation above the tonic: 3 
minor third (bllbD; aminor sixth (bVD); a minor Seventh (bV1i)， 


rr 
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Since natural minor shares the same diatonic Structures as the reiated major 
Key, the Context in which the chords appear determines the tonality, major or 
minor: 


Two important characteristics about the diatonic chords in naturail minor are =- ， 


1) The diatonic chord built upon the dominant scale degree of the Key 
| | (Scale degree S, the V-7) is not 3 dominant Structure; 让 does not contain 
1 atritone. 


| 2) The diatonic chord which 这 a dominant Seventh chord structure js 
人 buit upon the Seventh 5cale degree (DVH7) 


When 0bserved in Context，the V-7 does not receive an arrow for analysis 
since 让 is not a dominant chord wih resolution down 3 perTect fifth: 


~ 


1-7 V-7 | 
C-7 6G-7 C- 


下 妇 4 一 5 
本 
The diatonic chord in natural minor which is a dominant Structure is not buiit 
upon the dominant (Sth) Scale degree of the key，The bVI7iS an exampie of 3 
dominant chord without dominant functior': 
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The typical Cadences in naturai minor are: 


V-7 -7 

G-7 C-7 
站 ooweodicanal 
人 本 天 一 9 四 0 tC analySiS 
WU 1 352 53 1 is inciuded.) 


1 57 1 1 
og: 13 87 357 1 
1-7(b5) 1-7 
D-7(D3) C-7 
(一 一 | 一 一 一 一 一 
1-7tb5) to1-7” 毅 下 一 一 一 却 
1T 85 pb 地 1 
R: 1 855 957 1 
bVimaj7 1-7 
Abrnaj7 C-7 
byvimaj7 to 1-7 
7: 31 9? 1 
m: 7 1 397 1 
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AVAILABLE TENSIONS - NATURAL MINGOR 


The available tensions for diatonic chords in minor tonaliities are normally 
those whicn are diatonic.， However，optional tensions exist Whicn are 
generated from other forms of minor KeyS. 


Optional 
Available Available 
Chord: Tensions(S) Tension(S) 
-~ triad) 9 
-7 9, 1 13 
PCtriad) 11 
1-7(b5) 11 b13 
bill (triad) 9 兰 1 1 志 
bllimaj7 9, 13 立 1 
V=- (triad) 9 11 
V-6 9,， 11 maj7 关 
V-7 9 11 1 
-地 1V-(maj7 和 9, 11 13 
V-ttriad) 9, 11 
V-7 11 9 13 
bVimajv7 9, 关 11，13 
bVH7 9, 基 11， 13 


xThe 1V-(maj7) chord is not diatonic to any miner key Since 放 Contains SCaie 
degree major 3 人 t is listed here since 让 is Commonly found in place 0f 1VY-， 
1V-6, Or IV-7. 


| 


Cd 
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HARMKMONLC MINOR 


The lack of dominant Seventh motion from V7 to iin natural minor led to the 
development of harmonic minor，The diatonic chord bUiIt upon the Sth Scale 
degree in harmonic minor is dominant: 


1-(maj7) 11-7(05) blllrmaj7 1V-7 Y7 5Vimaj7 VH27 41rCmaj7 


This alteration to natural minor for harmmonic purposes can 596 5een 2S the : 
reason for the name harmonic minor. ” 


Three unusual diatonic chord structures are found in harmonic minor. 
1) rmaj7) is aminor triad with a major Seventh. 
2) billymaj7 is an augmented triad with a major Seventh. 
3) Vip7isadiminished Seventh chord. 


tn harmonic minor, an arrow is used io Show dominant resSolution from VY7 to 
1- : 


忆 IV-7 .Y7 il-7b5) Y7 上 
C- F-7 ”67 D-7(b5) 57 C- 


bVimaj7 V7 bVvimaj7 Vi 77 i- 
Abmaj7 67 Abmal7 8B7 C- - 


人 
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The typical cadences in harmonic minor are: 


V7 局 

67 一 CC 

站 (melodic analysis 
o:1 bp9 3S7 1 is inciuded.) 


IV-7 4-(maj7) 
F-7 C-(maj7) 


IV-7t01-Gmaj7) 


H-7Gb5) V7(b9) 1- 
D-7(b5) 67(b9) 人 ~C- 


H-7(bS)to Y7 to 1 
《All root motion is down 
in perfect fifths.) 


Vie7to 1 


Oo:T bb 了 37 1 


[VlHe7 can be Seen as the 


Upper Structure of V7(b9)] 
CO7Z(Db9) 


bVimaj7 i-(maj7) 
Abmaj7 C-(maj7) 


3 bVimaj7 to 1-(maj7) 


5 扫 HMAT7 5 
US 13 35 所 
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] AVAILABLE TENSIONS - HARMONIC MINGOR 


The available tensions for diatonic chords in minor tonaiities are norTYally 
-| those _ which are diatonic.， However，optional tensions exist Whicn 3re 
generated from other forms of minor KeyS. 


Optional 
1 Available Avalilabie 
Chord: Tension(S Tension(S) 
-~ (triad 9 
-(maj7) 9, 11 13 
ts(triad) 11 
1-7Z(b3) 11 b13 
bill+ (triad) 9 过 1 
blllsrmaj7 9 三 1 1 
V=-(triad) 9 
_ VY-6 9, 11 faj 7 关 
| V-7 9,，11 13 
” VY-(maj7 并 9, 11 13 
] V (triad) 9 
| V7 b13 9ORBb9 and =9 关 < 
bVimaj7 9, 关 11 13 
Vis 7 All available tensions must be diatonic and a major 


ninth above a Chord tone， The numbering system to 13 
does_ not Work here since there are four potential 
tensions. 


Li (0 The IV-(maj7) chord is not diatonic to any minor key Since 让 Contains Scale 
degree major 3 lt ts 1isted here Since t 1 commonly found in place of IV-， 


1IV-6, or 1V-7. 
/二 
。。 、 xx b5 js 50metimes used as 3 Special chord tone on the V7 chord. 
司 
习 
习 
j _ 
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MELCODIC MINQOR 


Melodies built from tne harmonic minor scajle have an unusual S0Und becausSe 
of the augmented Second interval from Scale degrees b6 t0 7/. 


Harmonic Minor 


Meiodic Minor (ascending) 
1-(maj7) 1-7 blllymaj7 IV7 VY7 ViIr70b5) YNH-7GbS) 1-(maj7) 


The traditional meiodic minor scale above Utilizes a raised 6th and 7tn SCale 
degrees When 3scending melodically，This allows for the use of 3 dominanrt 
Seyenth Chord on the fifth degree of the Scale. 

The 6th and 7th scaie degrees are 10owered when deScending melodicaliy，The 
resulting diatonic chords are thus the Same 3S those in natural minor. 


和 


The alteration of the harmonic minor scale for meiodic purposes is the 
reason for the name "melodic minor 一 


As is the case with the bVIH7 of natural minor， the IV7 of meiodic minor 
represents a dominant Structure without dominant function: 


I-(maj7) bvimaj7 LV7 [7 bbVI7 [7 
C-(maj7) Abmaj7 F7 C-7  Bb7 C-7 


IV-7 blHlmaj7 -7  V7 1- 
F-7 Ebmaj7 D-7 67 C-  - 


如 
1] 
3 
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The typical cadences derived from the ascending melodic minor Scale are: 


| 一 vtoli-(Meliodic anaiyS1S 
is inciluded.) 


Hr-7toVY7to1- 
in perfect fifths.) 11 9 .3 1 


名 : 9 3 37 1 


o:b 雪 妇 37 1 


Additional cadential motion may occur using chords generated from the 
descending melodic minor scale (See the typical cadences of natural minor), 
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AVAILABLE TENSiONS - MELODIC MINOR 


The available tensions for diatonic chords in minor tonaljities are normally 
those which are diatonic. However，0ptional tensions exists which are 
generated from other forms of minor KeyS，The availabie tensions for the 
diatonic melodic minor chords derived in its descending form may be found 
under "Available tensions - natural minor . 


Optional 
Availab1e Avallabie 
Chord: Tension(S) Tension(S 
1-(triad) 9 
1-6 9 1 maj7 
1-(maj7) 9 11 13 
1L-(triad) 1 
-7 11 
blH+(triad) 9 兰 1 1 
blrmaji7 9, 节 1 
1IV triad) 9 莹 1 
-7 9, =1t 13 
VItriad) 9 
V7 b13 9ORb9 and z*9 关 
Vi-7(bS) 11 513 9 


VI-7(bS) 11,b13 


关 bs is Sometimes used as 3 special chord tone on the V7 chord. 
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SECONDARY AND EXTENDED DOMINANTS IN MINQR KEYS 


In addition to the use of diatonic chords, minor key chord progres5ions may 
inciude secondary dominants and extended dominantSs: 


1 一 VY V7 1- V7YU V7 
一 一 -一 人 
D- E7ztb9)”  A7 b- E709) Ai 
[一 ~ vv | 


 YV 允 IV- byvH7 |- 人 2 
1V 1 一 一 一 
bD- bc7 D- B7 


2 FF | 
一 一 一 
上 一 


bvimaj7 V7 
C7 F7 Bbmaj7 A7 一 
人生 EC 全 疏 人 2 


-  Y7 V7 F V7% Vv7 
一 D- E7tb9) 一 ~A7 一 一 D- E709) 一 ~A7 人 一 


1- vv bVil7 1 
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As with the use of extended dominant motion in major keyS， tne extended 


dominants in minor keys will function in a Key of the moment and have 
available tensions 9 and 13. .The available tensions for the Secondary 
dominants will be diatonic and meet the criteria for available tensi0ns， 
However, since the 6th and 7th scale degrees 0f any minor Key may pbe natural 
or raised these diatonic pitches allow for different options for some of the 
secondary dominants' available tensionS，For exampie: 


1 了 7 到 YY 
YA YA 狼 狼 
返 一 一 5 公 一 bp15 


IE 
了 和 二 
[区 2 Ce 
AI 
好 


87(9) from B7Z(b9) from E7Z413) from E7Zb1357rom 
harmonic OF natural rminor harmonic or natural minor 
melodic minor melodicminor 


Additionally，bVyH7 and 1Y7 can be seen 3S having Secondafry dominant 
potential，both are 3 perfect fifth above 3a diatonic chord (bl and bVi 
frespectively)， However, the diatonic function of these Chords is Stronger than 
their potential secondary dominant function; they are diatonic chords DVII7 
and 1V7 as opposed to Y7/blH or V7/bVlb even though they may progreSs 35 
Such: 


1- -7zb5) V7 1- bVH7 bllymaj7IV7 bbVH7Y7 7 
D- E-7(b5) A7 一 “D- 5C7 Frmaj7 67 C7 A7  D-7 
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LINE CLICHES 


Aline cliche is a singie line which moves througn a Singje chord，The iine 
cliche will always move chromatically: 


The above line cliche can be identified as the singie 1ine: 


While the basic chord remains: 


， 1 
! D- 


3EEEEEEEEEEE 


Line cliches are vefry common to minor key harmonies. 
Other characteristics of 1ine Clicnes are: 
1) They may 9oCcur on the topi in the middle; or, if the line 
cliche starts on the root of the chord (as the 3above 1ine 


cliche does) on the bottom of the voicingS. 


- 2) They are used as guide tone lines and as lines developed in 
志 the voice 1eading proceSsS. 


本 ， 3) They always appear in the area of the chord above the Sth 
and beiow the root. 


Harmony 有 41 


Another of the most Common iine Cliches is: 


When a iine cliche is present, the available tensions are those for the triad. 


Other line cliches can be found by starting on 6, -7 or majy chord degrees and 
moving chromatically: 


[一 
DD- 
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Though 1ine cliches are fundamentally 3aSS0Ciated With minor tonalitieS， tney 


may be seen in major key harmonies， Most often on the 1 or LV chords: 


or on the H- or VI- or IVY- chords，、When the line Ciiche 0CCurs 6n the 有 一 


chord, it often progresSses to the V7 chord: 


D major. 


VI-inD major， 娘 一 一 六 二 
一 一 


IV- inD major. 


Less often the jine Ciiche may appear on the 1- chord. 
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MODAL INTERCHANGE 


MODAL 1NTERCHANGE 1S THE BORROWiNG OF DIATONIC CHORDS FROM A 
PARALLEL MODE (SCALE) AND USING THEM IN THE PRIMARY KEY: 


F-7 6-7(b5) AbMaj7 8Bb-7 C-7 Dbmaj7  Eb7 F-7 


Prirmarykey' 
(Cnatural minor) 


F-(miaj7) 6-7 Ab*maj7 Bb7 5C7 D-7(tb5) E-7(b5)F-(maj7) 
| 
Parallei key: 
(meiodic minor) 


Modal interchange between minor tonalities is 3a Yefy common harmonic 
practice in contemporary minor key tunes: 


F natural minor 


gorrowed from 
F meilodic minor 
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The use of minor ionality chords in major key harmonies is 3 commonly found 
example of modal interchange，Such chords are borrowed from the parallei 
minor Key (the key of 1-) and used in the parallel major Key (tne key of | 
major). 


Fmaj7 6G-7 A-7 Bbmaj7 C7 “ D-7 E-7(p5) Fmaj7 


Primary key: 
(f major) 


F-7 6-7bs) Abmaj7 Bb-7 C27 Dbmaj7 gb7 5-7 


Parailel key: 
ff natural minor) 


The natural minor modal interchange chords borrowed for major key USe 3r8: 
IV-, 1IV-6, 1V-(maj7) 1Y-7 (all the forms of the 1V- Chord 小 


IV- imai7 IIVY-6 Imai7 1VY-7 Imaj7 1V-(maj7) Imaj7 
Bb-  Fmaj7 8hb-6 Fmai7 8b-7  Fmaj7 Bb-(maj7) Fmaj7/ 


bVimaj7: bV117: 
bVvimaj7: Imaj7 bVI17: Imaj7 
pbmaj7 Fmaj7 - Eb7 Fmaj7 


The harmonic minor modal interchange chords borrowed for major key use are: 


HL-7(b5)  V7(b9) 1-7(D5) V7(b9) maj7 
6G-7(b5) C7(b9)  Fmaj7 


harmony 1 < 把 
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| bVvllmaj7，though not diatonic to any minor key，ijs a Very common modal 
| interchange Chord: 


， | bVImaj7 Imaj7 


一 Ebmaj7 Fmaj7 


bilmaj7，though not diatonic to any minor key，is 3a Yery common modali 
interchange Chord- 


The tonic natural minor chords 1-，F7， 5 and blllImaj7 are also found asS 
modal jinterchange chords in major: - 


imaj7 1-7 
Fmaj7 F-7 Fmaj7 F-7 


tmaj7 btlimaj7 Imaj7 plllmaj7 
Emaj7 Abmaj7 Fmajv Abmaj7 ， 


The availabje tensions for modal interchange chords are the same as jisted 让 
their minor Key Context. 


站 
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RELATED H-7 CHORDS 


The _ full cadence is represented by the progression of subdominant to 
dominant to tonic chords: 


四 四 
外 


The most common variation of the full cadence has Strong root motion of 
perfect fifths throughout: 


Just as an arrow is used to show the perfect fifth root motion between the 
dominant chord and its chord of resolution，the relationship between the 
-7 and the dominant V7 is so strong as to require recoghnition。， A So01id 
bracket beneath the HT7_YV7 is used to show the perfect fifthToot motion: 


Harmony 2 47 


The apbove progression is all diatonjic; H-7, down a perfect fifth to V7, down 
a perfect fifth to 1，This 1IK2Z_V7 relationship is so strong that ANY 
DOMINANT CHORD MAY BE PRECEDED BY ITS_ RELATED 1-7 CHORD. 


A-7 D7 0D-7 67 6-7 6C7 CT7 F7 F 7_897 Bb-7 Eb7 EDb-7 Ab7 
Ab-7 0b7 Db-7 Gb7 Fz-7 B7 8B8-7 E7 E-7 A7 
一 一 2 攻 一 一 一 二 上 一 一 一 二 一 


The related 11-7 chord.of some secondary dominants will als0 be diatonic. 
Such diatonic minor seventh chords have DUAL FUNCTION ， > 


0 共有 王 - 一 去 阅 世 一 全 工 a 


E209 Ar  D-1 如 GT 全 Fnazj? 


The diatonic analysis and the bracket show the dual function. The availabie 
tensions for dual function chords (1H-7，VI-7，VII-7(b5)) are USUally 
diatonjc. 一 


Other related 11-7 chords which are not diatonic have availablje tensi0ns 
from the Key of the moment: 


了 
Tuwj 了 ZK 亚 -7 - 区 一 
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The -一 一 relation may appear 3s 1117(b5) V7fb9) (as in harmonic minor): 


工 2 多 人 一 Ta 工 5 
GT 名 好 于 zj F6 
| -~ | 


Indeed, any of the following variations to the 一 一 may ccCCUr wiinout 
changing the dominant function of the V7 chord: 


= 


CGO 一 一 > 大 人 ?(5) 总 一 


本 
| 


hh Te | 
站 一 | 
[写作 一 4 一 
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Harmonic rhythm directly affects the relationship，With the inclusion 
of a dominant chord's related -7 ,harmonic activity is increased without 
deterring from the dominant resolution- The harmonic rhythm of the 一 一 …… 
may be evef': 
5 Er 
L 一 一 一 瑟 2 


于 PPEEEEEZ 
L~ yy | 


or the H-7 may appear for 1onger duratijion than the dominant: 


《-? 7 一 B} 
二 E 下 天王 辣 
W 了 多 总 2 
C FE 让 


7: 


3 -一 
熙 JJLIPFLRPL EL 
上- 过 yy ~ | [一天 一 


QQ W 3 5 几 
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Therefore，the 1H-7 will appear on a strong stress，the VZ on 3 WeakKer 
stress, and the resolution will be to 3 Strong streSS. 


AL may repeat prior to progressing: 


Line cliches commonly 0CCur with a il>  V7: 


; 
1: - 了 A 

PP CCi 
| 人 有 
Related 1-7 chords of extended dominants may be either the chord of 
resoiutiof: 


了 or they will be INTERPOLATED prior to the Chord of resolution (the extended 
V7 


产 : 
下 
| 
[ 
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BLUES 


8Blues harmonies have their basis in early American church music， The 
primary cadence used in hymns of the Protestant Church has been Subdominant 
(with dominant cadence being of 1ess importance)，Subdominant cadence is 
traditionally calljed "pl1agal cadence : 


1V | 
Bb F 


和 


Typical of piagal Cadence is the Sound of "A-men ， used following most nymns: 


人 


-3 


Thus，the_ primary chords found in blues are the | and IV chords (and 
0CCasionaily the V7 chord). 


The basic Scale used for blues melodies is a pentatonic (3 note) Scale，bLt 
NOT the major pentatonic Scale The blues Scale is NOT diatonic to the 
harmonies: 


1 bb 145 b7 1 bb7 5 4 5 1 
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The above blues scaje (Scale degrees 1 b3, 4 5,b7, 1) canbeseenasaminor 
pentatonic Scale The important characteristic of the blues scCale is 让 S 
exclusion of any half steps and the relationships 记 creates With the major 
key harmonies; the scaie degrees 93 and b7 being the basis for the minor 
pentatonic Scale create an unusual Sound when Supported by tihe major Key 
harmonies，This melodic reiationship resujlts in what is caiiled "blues noteS 


When the blues melodic pitches are superimposed ovef the 5asic harmonic 
Structures, the extensions for the sevyenth degrees of the fundamental chords 
can be 3dded: 


The landiy tiriads therefore become 17 and 1V7 respectiyely: 


F7 Bb7 


The basic available tensions for the primary chords are those Which appear 
melodically: 


F7(z9) Bb7(9) 


157534 把 Sb8731 9 
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An excCeption to the previous 0bSeryaticns regarding ayailable tensions Should 
be noted in the case of the 17(#*9) chord in blues，Though b9 and =g9 normaliy 
may Coexist, b9 Shouid not be used With *g9on the LI7 in blues Since 许 is not 
part of the blues Scale. 


The blues form has its origins in the poetic form used for the improviSsation 
of jyrics，The lyrical content of blues is based on arhymed coupiet with tne 
first 1ine of the couplet repeated (to 3llow for additional time to improvise 
the second line)，The rhythm of the jyfics can be notated 3S dotteg quarteP， 
eighth notes with five stressed pulsations (this lyrical rhythm is Known as 
"iampbic pentameter 


8By studying the stress placement of the melody and jyrics, 让 can be noted 
what the overall form will be: 


人 


Sung jyrics - Repeated first line 一 一 一 
3 > > 了 > 


sung yfrics -~ Second Coupiet jine -一 一 


The above wijl therefore be 3 12 measure form (also known 3S “12 bar blueS ) 
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The placement of the primary chords folijows 3 10gical Sequence: the 17 Chord 
recejvyes the most stress; 让 will atso be cadenced to ;rom the LV7 chord，n 
order to have a variance during the repeating of the first line of the COuplet， 
the 1V7 chord is used with a cadence to 17; the final line of the COuplet 
contains the final cadence: 


it should be noted that all the lyrical Content of a fundamental blues, 3S the 
one above, is Within the first 2 measures 0f each 4 measure phrase; the 
remaining 2 measures begins with 3a Cadence and the chordal Conrtent 1S the 7 
chord Since bjlues was most often performed by 3 scloist，accCompanying 
himseif/herself the jast 2 measures of each 4 measure phrase Came t0 be 
known as the "Strum " ,for 0bVi0us reasons. 


| 
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The next higher level of comp1lexity wouid be for biues harmonies to contain 
dominant metion，This action would then incorporate diatonic 30unds from 
major key harmony. 


Dominant cadence 


The basic 51ues meiodic Scale has become more Complex 31S0;  nOW contains 
chromatic motion between the 4th and Sth Scale degrees - b5 or =4 The 
contemporary blues notes are b, b5 (z4)， pb7: 


外 
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AVAILABLE TENSIONS - BASIC BLUES 


The avaiiabie tensions for the three basic blues chords are those TIrom the 
extended structures which meet the previous criterja diatonic to the blues 
scale ang either agth or as*gthor an allowable b9th above a Chord tone: 


Opticnal Structure 


Normal blues with diatonic maior Key 
Chord: Structure: tensions: 
17 17 (#9) 17(*9, 13)OR1749,， 13) 
1V7 1V7 (9) IV7 (9，13) 
V7 - V7 (xz9) V7 (b9, *9, b13)OR V7 (9, 13) 


(Any diatonic chords or secondary dominants from major Key.harmonies Wi 
have avaijabie tensions from their major key Context.) 
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BLUES VARIATION3 


3 There is one important characteriStic which can be seen in all blueS:， the 
placement of the primary chords within the 12 measure form: 


Variations to blues demonstrate this pattern in two different WayS: 


1) Harmonic motion from and back to the Primary chord in each 
areagof the form, andy/or 


2) Harmonic motion to the next primary chord. 


站 


一 一 


0 


站 
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Thus, atonic chord will appear in the first meaSurei any subsequent harmonic 
activity in the first 4 measSure phrase Wi be back to a tonic chord and/or 
motion to thne Subdominant chord which will appear in meaSure S: 


Tonic 
F7 8Bb7 F7 A-7(D5) 
1 2 5 4 
Supdominant 
Bb7 
S 6 7 8 


In the above example，there js 3 Subdominant Cadence back to the primary 
chord (tonic) from measure 2 to 3; measure 4 contains 3 commonily used blueS 
chord which approaches the IV7 chord The 1-7(b35) chord can be identified 


as an upper structure of the 1I9 chord (which may 31S0 be Seen 3S the - 


secondary dominant of 1IV7 [V7/AIVY) 


17 Or 一 
HEZGbS) 
YYv 
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MeasuresS5 and6 will start with the subdominant and contain motion baCK to 
subdominant and/or have movement to tonic in measure 7: 


Tonic 
和 F7 Bb7 F7 A-7(b5) 
六 一 -| 
主 王 天 
外 2 5 
Sub-dominant Tonic 
8Bb7 F7 Bb7  B?*7 下 
5 6 7 8 
下 一 一 
7 一 一 一 一 下- | 一 | 
一 一 一 一 一 ”| ”~ 
9 10 四 12 


The B。7 occurring in measure 6 is another Commonly found blues Chofrd，The 
#lVs7 chord is an approach chord to 1 from 1IV; most often the reSsolution of 
its root is chromatic and therefore the 17 chord appears inyerted: 


7 Bs7 F7 
Bb 多 


tb 


二 
| 
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Measuras 7 and 8 start with the tonic and either move 5ack to tonic and/or 
have motion to cadence chords in measures 9 and 10，The cadential motion 
may be either dominznt，5subdominant， and/or modal interchange cadence 
chords borrowed from minor 


Tonic 
F7 85b7 F7 A-7(b5) 
} 2 3 4 
aom inant 2 7 Tonic 7 口 D7 
了 te F7 Bb B 上 代 Bb 
5 5 加 
Cadence -一 - 一 一 一 Tonic 
6G-7 (CC7 Bb7 EDb7 F7 
一 一 一 


The above cadential motion contains dominant (C7 - Y7), subdominant 《8b7 - 
IV7) and a non-dominant chord borrowed from natural minor (Eb7 - bVI17). 
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Sinca measures 11 and 12 begin with the tonic and the first measure 1S 31S0 
tonic, any harmonic motion here Will be baCK to tonic': 


TOonic 
F7 Bb7 F7 A-7(b5) 

y% 1 2 3 4 

Sub-dominant Tonic 

> 四 o 

8D7 上 7 Bb7 B?7 [和 8BbD7 F7  D7 
5 四 了 8 

Cadence -一 一 一 一 Tonic 

G-7 CC7 Bb7  Eb7 F7  D7 67  C7 

r vv Je， 

天 一 一 一 一 一 一 一 一 一 本 
9 10 11 12 


Another Contemporafry bjues Chord 【also found in major key harmonies) has 计 S 


basis in subdominant cadence， in the following blues progression there 
appearsalyofthelchordandalV/IV(CIY of the lV chordgh: 


| 1V | LIV | 
6 C 6 6 [CC 6 
MY Yiv IV LV 1 
C 下 C 6 (人 6 
LV IYv 1IV _ V7 1 1V | 
C 上 CD7 一 ”6 - 6 
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In a mora Complex situation，the Same chord (IVMIV) would be arialyzed 3S 


bVll 
17 IV7 bovH7 17 1-7zCb5) 
67 C7  F7 67 B-7(b5) 
一 
IV7 bVIl7 17 VY 用 
C7 F7 67 CN 
1-7 vV7 _bvil7 17 
-7 D7 。 F7 67 


The following chart includes examples of biues progressions，The 12 meaSure 
form and placement of the primary chords adheres to0 the previous 
requirements，Note that some of the exampjles USe blues chords oniy, Some 
use major key harmonies and some use minor Key harmocnies. 
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TONIC SU8DOMINANT “TONIC CADENCE- --- TONIC 


一 一 一 一 一 一 一 一 
1 2 4 5 所 了 8 9 10 1 12 


Ce 


7 8 9 10 11 12 

F-7 Bb-7 F-7 F7 Bb-7 C79) 
Fe RE 

秆 人 一 一 一 

1 之 吕 4 S 6 

F-7 Abrnaj 7 6-7(bS) C7GF9) F-7 B-7 
由 
一 一 一 一 
了 8 9 10 11 12 

Fmaj7 E-7 A7 D-7_67 C7_F7 Bbmaj7 Bb-6 


) 


A-7_D7 67_C7 Bby 6Eb7 Fmai7 6-7  A-7 了 Bb-7 
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J TONIC SUBDOMINANT “TONIC CADENCE- -- -TONIC 


F7 Bby Bo7 F 玖 A-7(bS5) gbmaj7 Bb-7_Eb7 
; Eee 司 
1 村 一 
习 RAR IE 外 xlLIELCL 二 RS 和 iv 
3 一 一 一 
] 2 ] 4 5 6 


C7_ h7 6G-7_8b-7 F7_ D7 67 《7 


8 9 10 11 12 


) 
] 


一 . f 8b F__ 了 b Bb 


